Both protagonists strive for release from their individual hells. The Prince should delight in war, but instead is given to dreaming, subjecting him to "scoff... from any knave or coward." As he departed the court to seek a mate, "Men did not bow the head,/Though I was the king's own son;/'He rides to dream,' they said." Rapunzel, we discover, has lost her identity completely. In a grotesque twist on the original tale, she bears an assumed name-that of the witch. The restoration of the Prince's sight through Rapunzel's tears is replaced in Morris's text by the re-establishment of Rapunzel's identity (as the beautiful Guendolen) by virtue of the Prince's love. Throughout the opera, the witch stands between them, a barrier to their union in the beginning and still a potent threat at the end. Though the lovers are united in the finale, the vindictive specter has the last word, as she mocks them from hell: "Woe! That any man could dare/To climb up the yellow stair,/Glorious Guendolen's golden hair."
Morris's poem is not divided into formal scenes or acts, but five temporal changes are specified in the text: "In the wood near the tower, Harrison set nearly every word of Morris's text, using the time changes in the poem as divisions between the acts. However, he broke Morris's long second scene ("in the morning") into two acts by dividing the Prince's reflections in the woods from Rapunzel's prayer in the tower, thereby emphasizing their spatial separation (see Table 1 ).
The entire opera lasts just under an hour (see the timings in Table  1) ism is not in the least forbidding. On the contrary, it is consistently lyrical, if never passionate."45 Francis Perkins (Herald Tribune) wrote that "there was no austerity, no setting off in brief segments, but a continuity which was lyric and, when desired, pungent, along with a pervasive and convincing sensitiveness." 46 At the same time, however, Perkins missed "a sense of dramatic tension," a criticism that has marked several later reviews. 
